As the most prominent member of a family of four generations of Irish musicians in France, Joseph O'Kelly was part of the Irish community in 19th-century France. However, despite the presence of an active network of eminent musicians and prominent Irish exiles during his lifetime, and although he produced a prolific oeuvre of published compositions and received a number of public honours, his name was quickly forgotten after his early death. Today, his place in the histories of French or Irish music is less than prominent. Yet, the study of his music through press coverage of his performances reveals fascinating insights into a Franco-Irish biography, his astonishing perseverance in opera, his successes and failures, and possible reasons for his early neglect.
Whereas previously the focus of interest was mainly on England and parts of the United States as destinations for the emigration of musical talent from Ireland, the educational and performance opportunities and the resulting compositional influences of France are now coming more into focus, in particular with regard to the careers of George Alexander Osborne (1806-1893), Michael William Balfe (1808-1870) and William Vincent Wallace (1812-1865) during the first half of the century, and of Hope Temple (1859 Temple ( -1938 and Adela Maddison (1863 Maddison ( -1929 in later decades. The career of Augusta Holmès (1847-1903), France's first significant female composer (and of Irish extraction), may already be regarded as sufficiently well-known. The increasing interest is also reflected in a number of recent releases of music by these composers on CD 2 , which not only demonstrate the obvious French influences but also open up new paths for appreciating their achievements outside the academic world.
The members of the O'Kelly family are arguably the most interesting musicians in terms of Franco-Irish cultural relations, yet the least well-known today. Four generations of musicians were indeed active for a hundred years between the 1820s and the 1920s. The first member of this family to set foot in France, where descendants still live, was an émigré from Dublin, a piano teacher called Joseph Kelly (1804-1856; note: not 'O'Kelly'). He arrived in Boulogne-sur-Mer, via London, around 1823. In November 1826 he married a Frenchwoman from the neighbouring town of Desvres and the couple had four sons in quick succession, all born in Boulogne: the composer and pianist Joseph O'Kelly (1828-1885) who became the best-known member of the family, the music publisher Auguste O' Kelly (1829 Kelly ( -1900 3 , the businessman Charles O'Kelly (1830-1897) who became managing director of Blanzy-Poure, then the best-known producer of steel pen nibs 4 , and the pianist and composer George O'Kelly (1831-1914), the composer notably of an Irish opera, Le Lutin de Galway 6 which is dedicated, with permission, to Gabriel Fauré. Although Boulogne-sur-Mer was frequently included in the activities of the O'Kellys, they spent their life and career mainly in Paris where the family moved to around 1835. After the premature death of their father, the brothers changed their name to O'Kelly, a change they justified as a correction when they collectively appeared at the État Civil in Boulogne in January 1859. By then, they had already used the name O'Kelly for about twelve years. The change of name is significant evidence of a reassertion of their Irish identity. It may have been calculated to smooth relationships in French society where being English could have been considered a disadvantage. Also, in British-occupied Ireland, the Anglicisation of Irish names was common practice in the 18th and 19th centuries. It therefore seems very likely that the Kellys had anglicized their name many years before in Ireland. In France however, there was no need for it, on the contrary. As O'Kelly it probably was easier to build positive relationships and thereby to distinguish oneself from the historic enemy. Thus, in the 1859 document at the État Civil , the change of name is described as a " rectification ". Their Irish consciousness is further underlined by the fact that the second and some members of the third generation remained Irish (i.e. in the days before Irish independence they had a British passport). Of course, another reason, apart from Irish consciousness, could have been that they avoided compulsory military service and being drafted into the various military conflicts of the period in question.
This paper concentrates on Joseph O'Kelly, the best-known member of the family and without doubt the most talented and prolific composer. There are many ways of drawing a sketch of someone's biography and for the present purpose I chose to concentrate on newspaper articles and reviews. Their advantage is that they usually reflect contemporary attitudes and assessments of printed 5 . Th e music to this opera remained unpublished and appears to be lost, but the libretto was printed in Boulognesur-Mer and a copy may be found in the Joseph O'Kelly died on 9 January 1885, aged almost 57, of bowel cancer. At the funeral mass at Saint Ferdinand's (17th arr.), the eminent composer Camille Saint-Saëns played the organ, with further music being performed by representatives of the Conservatoire and by the Orphéon Pleyel-Wolff . He was buried in the Cimetière de Passy 12 . Although his music was widely performed and published, although he evidently mixed with both the musical world and the Irish community of Paris, and although he received a number of public awards, Joseph O'Kelly (not to speak of the rest of his family) has faded completely from today's perception. He is neither included in any of the major international musical encyclopaedias, nor in Fauquet's voluminous dictionary of 19th-century French music 13 . There has never been an academic study that included his name 14 . His music has never been commercially recorded and probably not even been performed during the past one hundred years. 
Early public reception
The first time someone took public notice of Joseph O'Kelly was in August 1847 when Théophile Gautier commented on a vocal duo written by him which was performed in the Château des Fleurs , a large temporary tent that had been built for various kinds of artistic performances during the summer months in the Jardin Beaujon on Champs Élysées. O'Kelly's duo, he noted, " a produit beaucoup d'effet 15 ". Apart from public announcements of performances that included his music, his name came up next in the course of a conflict in 1849 between Monsieur Bocage, the director of the Théatre de l'Odéon , and Jules de Premaray, the feuilleton editor of the newspaper La Patrie
16
. O'Kelly was only mentioned once in connection with an un-named comic opera to a libretto by Théodore Labourieu which appears to have been refused at the Odéon . This refers to the opera La Chasse du roi , which was later offered to the Thé â tre de la Ga î té . A letter by O'Kelly, is kept in the Bibliothèque nationale de France 17 , suggests that Labourieu also played a part in the unsuccessful first attempt at a performance because he wasn't able to complete his text. In his letter, O'Kelly sounds quite impatient.
Because Labourieu was also active as a music critic, the following 1853 eulogy of O'Kelly in Le Tintamarre may be a kind of atonement or recompense for his previous failure. This related to O'Kelly's own performance of his opus 7, which is a piano fantasy on Schubert's famous 'Trout' song: But even without this "recompensating" aspect, O'Kelly received positive reviews in his early years, and this included Hector Berlioz in the Journal des débats where he reviewed the publication of O'Kelly's Album de la Légion d'Honneur , a collection of six songs to texts by Jules Montini, which were dedicated to the superintendent of the school of the Légion d'Honneur at Saint-Denis. In his own inimitable way, he wonders whether the music would be fit for its target group, the teen-age girls at the school: 15 
Operas and cantatas
In his Les Voies de l'Opéra français au XIX e siècle , Hervé Lacombe has pointed out how difficult it was for young composers to have major operatic works performed in Paris in the mid-19th century. For all aspiring young composers, the Théâtre Lyrique was the place in which they put all their hopes 21 . O'Kelly played a smart move in getting a performance there in August 1855 with his work Paraguassú . He chose a time when the theatre was actually closed for the summer and arranged the performance as a benefit for the Association des Artistes Musiciens . The disadvantage of this procedure, of course, was that he couldn't get more than a single performance outside the regular programme, but the advantage was that he could justifiably claim to have a major work performed at the Théâtre Lyrique by the regular professional staff of the house, including a publication of the score with Choudens, altogether not a bad thing to have for an unknown 27-year-old composer.
Paraguassú is a musical collaboration with the librettist Jules de Villeneuve who had spent several years in Brazil and who probably suggested the plot, an historical legend of 16th-century Brazil combined laced with a love story involving the heroine of the title and a Portuguese invader. Described as a ' poème lyrique ', the work was more like a cantata, involving a speaker who explained the story, also with stage design and costumes, but no acting as in an opera. The work was dedicated to the Brazilian emperor Dom Pedro II, which resulted in O'Kelly getting the national order of merit from Brazil four years later.
Honours of this kind do not necessarily say anything about the quality of the music performed on that occasion. As it was, the musical press was critical, but polite, commending a few well-made melodies, but limiting any negative criticism with a reference to the beneficial character of the performance. There were four reviews, which may be summed up in the following excerpt from Le Ménestrel , written by the critic Jules Lovy: When Dom Pedro II returned to France (and Monaco) many years later, he wished to hear it again. So, on 20 January 1888, three years after O'Kelly's death, it was performed at the Casino in Monte Carlo. Now the press reception was quite different. According to a critic writing in Gil Blas , "Paraguassu est en réalité une oeuvre forte et bien conçue 25 ". Le Gaulois reported that the performance was a great success and the work itself "pleine de couleur 26 ". Nevertheless, from the mid-1850s we can observe a kind of split perception of O'Kelly's qualities as a composer. While reviews of his piano music and songs are usually positive, often very positive (see examples further below), he frequently met with severe negative criticism of his beloved genre, opera.
And it must have been a beloved genre. Why else would he again and again write an opera in the face of the kind of criticism above (and below)? To be fair, there were favourable reviews of his operas as well, such as that of his 1859 operetta Stella which had first been performed in the course of a benefit concert for himself in an unnamed salon. Gustave Héquet wrote of this work in L'Illustration that it was not a bad way to start a career in the difficult area of dramatic music:
M. O'Kelly n'en est encore qu'aux premiers pas dans cette diffi cile carrière de la composition dramatique : mais on ne saurait commencer mieux

.
Frequently the critics simply seemed to forget that O'Kelly had written operas since 1849, such as in an announcement of a performance of L'Arracheuse de dents in January 1869 which was described as an operatic début : was in four movements, approximately 20 minutes in length, in French language, and scored for tenor and bass solo voice, four-part (mixed) chorus and orchestra. Despite the short notice the cantata was indeed accepted and performed in Dublin, albeit as "selections" only, and along with the cantata St Patrick at Tara by the Irish composer and conductor John William Glover 30 . The score seems to have been circulated to the press, as an advance article in the Irish Times , signed by "Faust", suggests, which was published two weeks before the event:
Th ere is a prospect of some good music in connection with the celebration of the O'Connell Centenary.
[…] I note that a cantata specially written for the O'Connell Centenary by the Comte O'Neill de Tyrone, the music furnished by another Frenchman, by name "O'Kelly," is to be performed at the Exhibition Palace on Saturday night, under the direction of Professor Glover. I have been looking over some of its numbers, and the music strikes me as being of a bright and tuneful character, which is pretty certain to catch the ordinary ear 31 .
Unfortunately, the papers were not very eloquent about the musical celebration, compared to the social side, which took place on 7 August 1875. The Nation even quoted from another newspaper:
Th is concert, under the conductorship of Professor Glover, took place in the large concert hall of the Exhibition Palace, on Saturday night, and was attended by at least 3,000 persons, including the distinguished foreign guests. Th e number of performers was 500. Th e Daily Express says of it: -Th e grand national concert was held in the large concert hall of the Exhibition Palace, on Saturday evening. Th e hall was crowded, and the concert passed off with much success. Th e performance opened with a grand chorus, followed by selections from Professor Glover's oratorio "Tara", in which the principal characters were sustained by Mr. Richard Smith, Mr. B. McGuckin, Madame Gedge, and Mrs. Scott Fennell. […] Selections from the Centenary cantata composed by Viscount O'Neill de Tyrone were also given. Mr. Levey acted as leader, and Mr. Horan presided at the organ. Th e concert, which commenced at half-past seven o'clock, was not over until eleven o'clock, but notwithstanding its unusual length every one appeared to enjoy it very much.
A review in the Irish Times named the (two) selections and their singers: "Mr Barton McGuckin sang 'Me Souvenir de toi' and Mr R Smith 'Reunis sous la Tente' from Viscomte O'Neill's Cantata." O'Kelly was mentioned briefly in a previous paragraph, but unfortunately the article is silent on the work itself except summing up the whole event in the words "The musical arrangement of the Centenary Celebration must be acknowledged to have been conspicuously successful 32 ." In France, the majority of reviews of his operas remained negative. A particularly bad example related to a work that probably had the widest exposure by being staged in the regular programme of the Opéra Comique in February 1879. It's his sixth opera, called La Zingarella , to a libretto by Jules Adenis and Jules Montini. Of this work I found 23 reviews, with 17 from France, two each from Britain and the United States, and one each from Germany and Spain. Several of them again claimed that this opera was O'Kelly's operatic debut. Looking at the character of the reviews, eight can be considered as positive, ten as negative, and the remaining five as more or less neutral by balancing positive and negative aspects.
La Zingarella is an opera about an opera, describing the process through which the (historically real) composer Antonio Salieri came to writing the (totally fictitious) opera La Zingarella by finding inspiration in the singing of his beautiful and musical housemaid. Interesting though this concept may be, it failed to win the audience's general approval and was taken off the schedule after but four performances.
Some of the reviews could be described as outright polemical or, at least, intentionally negative. See, for example, Arnold Mortier's "introduction" of O'Kelly in Les Soirées Parisiennes , in which he alleged that his music was generally ignored by the public, that he was already an old man (at age 40!) and that hitherto he had composed nothing but songs: 41 ." Unfortunately, it did little to change the overall impression planted into the musical memory of Paris by a work so intensively discussed because of its performance in the Opéra Comique .
Positive reviews of piano music and songs
In contrast to the mixed reception of his operas, O'Kelly's piano music and songs were generally applauded in the press. Apart from early (i.e. c. 1847-55) romances which were clearly written to please public taste and to provide an income, many of his later mélodies were evidently treasured, especially his settings of poems by Victor Hugo. His 1861 song Vieille chanson du jeune temps was repeatedly praised by critics as " une très-heureuse inspiration 42 " and " une mélodie à la fois empreinte de 
Obituaries and late assessments
As a composer of piano music and songs as well as operas of a mixed reputation, Joseph O'Kelly did not belong to the most prominent composers of his time. Thus it cannot be expected that many papers would have devoted much time to his passing. As it happened, we have many short notices of his death (in French, British and German papers), but only two that can be described as obituaries. As if to round off his Franco-Irish career, one appeared in France and the other in Ireland.
The French obituary appeared in Le Ménestrel , written by the paper's editor Henri Heugel -himself a publisher of some of O'Kelly's songs. He summed up O'Kelly's legacy by pointing both to his many popular song compositions and to his remarkable commitment to opera: O'Kelly's long-time Irish friend in Paris, John Patrick Leonard, was the author of the obituary in the Irish newspaper The Nation . As mentioned before, Leonard managed the ' Anciens Irlandais ' group of Irishmen in Paris; he was also the driving force behind O'Kelly's membership in the Légion d'Honneur and had accompanied him to the O'Connell Centenary celebrations in Dublin in 1875. Their friendship allowed for a rare insight into O'Kelly's private life, which was not without its tragic aspects. Whether these related to family fates or to backlashes in his musical career is not entirely clear from the following; indeed it could be a mixture of both. While musical failures can be deducted from the press excerpts quoted above (relating, in particular, to his opera La Zingarella ), family-related aspects could include the loss of his first wife (1877), the death of his daughter at age 23 (1881) and that of his first son with his second wife just before his fourth birthday (1884).
[…] a more gentle and warm-hearted being never lived. […] [O'Kelly] was greatly esteemed by everyone. Modest and retiring, he won his way by real talent. Sensitive and kind-hearted, he was ill calculated to buff et the storms of life, of which he had his share. Like his great master Chopin, of whom he spoke to me with enthusiasm on his deathbed, he succumbed in the battle of life from feeling too deeply the "slings and arrows" of fortune.
If the fond aff ection of those who surrounded his deathbed and the tender love of a mother could console him, they, with religion, must have made his last hours less sad and given him resignation to leave a world where sorrow dwells 
Afterword
Now, what are we to make of all this? Nearly every composer has had his ups and downs, had successes and failures, had to endure negative criticism even if a piece of work was in reality not as bad as it seemed to some critics. But why was Joseph O'Kelly so quickly and so completely forgotten? The study of contemporary newspaper criticism reveals that O'Kelly generally appears to have succeeded in the smaller forms of piano music and song and to have failed in larger works such as the majority of his operas. But there is more than the difference between handling large and small forms. Reasons must also be sought in the fierce competition between the very large number of composers active in Paris at the time, and for stylistic reasons. On the one hand, O'Kelly was sufficiently well known to have enjoyed regular performances of almost everything he wrote. He had a circle of performers who obviously liked his music. He doesn't seem to have had any difficulty in finding publishers. And he was also acknowledged enough to be awarded the Légion d'Honneur .
On the other hand however, competition wasn't only fierce because of the quantity of composers, but also in terms of stylistic development. Contrary to today, in the 19th century music was marked by a strong belief in progress in terms of style, harmony, and expression. Particularly during O'Kelly's lifetime, these shifts in style and public taste were so strong that, although his music had followers, it was not regarded as progressive. With regard to his opera La zingarella of 1879 some writers pointed out that he was of the "vieille école". A year later he was included in Arthur Pougin's edition of Fétis's Biographie universelle , and seemingly under the impression of that infamous opera, he wrote: [ It is a judgement that comes across as somewhat unfair with regard to his work as a whole. Besides, Pougin's article is full of mistakes pertaining to biographical details as much as to O'Kelly's list of works. Neither Pougin nor the majority of critics seemed to be really familiar with O'Kelly's oeuvre, and no-one seemed to have bothered to talk to him and ask before publishing potentially damaging criticism. So we are left with reviews that are highly selective and coloured by personal opinion. But these reviews, including Pougin's dictionary article, were carved in stone for posterity, certainly for the twentieth century which laid O'Kelly at rest. Today we are in a position that allows us to have a fresh look at the achievements of the O'Kellys in France. With an objective eye, it will be found that, although some of Joseph O'Kelly's music is derivative and outmoded by the standards of their time, it is always tastefully written, melodious, and rewarding for both pianists and singers. Our modern understanding of the evanescence of style and taste can explain O'Kelly's early neglect, but at the same time it also enables us to form a fresh assessment today.
